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SOLOING CONCEPT 


I orea* music down into six bask; chord types, and their applicable scales (See Fig. r 
dvb r each of the chord types I apply five soloing approaches for each applicable scale. T~e 
doss oilsties for soloing over these chords are, therefor©! greatly expanded. 

This book covers the second and third approaches for chord type 4 and all approaches fa* 
chord types 5 and 6. 


CHORD TYPES 

{and applicable scales) 

1 MINOR 7 
l a Dorian 
l b Aeolian 

2 MAJOR? 

2a Major 
2b Lydian 

3 UNALTERED DOMINANT 7 
3a Mixclydian 

3b Lydian b? 

4 ALTERED DOMINANT 7 
4a SuperLocrian 

4b Diminished 1/2 / who e 
4c Phrygian major 

5 MINOR 7 (b5) 

5a Locrian 
5b Aeolian b5 
Sc Locrian nat6 

6 DIMINISHED 

6a Diminished whole ' 2 
6 b Super Locrian na:6 


APPROACHES 


1 SCALE* 

(7 or 8 notes) 

2 PENTATONICS & BLUES 

(5 & 6 notes) 

3 ARPEGGIOS 

(4 notes) 

4 TRIADS 

(3 notes) 

5 INTERVALS 

(2 notes) 


* Approaches 2 through 5 are 
derived from the applicable 
scale chosen for soloing 
approach 1, 




CHAFTE=?fc VKR 7 CHORDS 

Th»* am tmo man ways to treat a min 7 chord; 
: Ss icr-ctl r a ma.orkey, or as a VI chord. 


la Min7 as a II chord: the chord = 1 b3 5 b7 (9 11 13 ); 

the scale to use is Dorian mode = 1 2 b3 4 5 6 b7 = 
mode II of major. ( 9 ) (ti) { 13 ) 

(see appendix if you need an explanation of modes. 

1 b Min7as a VI chord: thechord =1 b3 5 b? [9 11 bl 3 ); 
the scale is Aeolian mode (also known as natural minor) 

= 1 2 b3 4 5 b 6 b7 = mode VI of major 

(9) (11) (b13) 


Example: Dmin7 can be a II in C major 

r—--i 


Crnaj? 

Dmm7 

Emin? Fmaj7 G 7 

Amin7 

\ 

II 

h__j 

III IV V 

VI 

or a VI in F Major. 

FmaJ7 Grnin? Amin? Bbmaj? 07 

Dmin7 

l 

II 

III IV V 

VI 

j 


Bmin? (b5> 
VII 


Emin? (b5) 
VII 


Compare these two scale approaches and you can see that the chords differ by only one 
'□:e: nati3 over min7 (Dorian) versus b13 over min7 (Aeolian). The modes differ by one 
-o*e na:h m Dorian versus b 6 in Aeolian. Of course, 6 a the same note as 13; b 6 = the same 
n^e as bl3 or #5. So the pentatonics, arpeggios etc,, that we use over Dmin 7 which contain 
£ B o or 13 of D) will be specifically Dorian. Those which contain a Bb (b 6 or #5 or bt3 of D) 

: £ specifically Aeolian. And there are some which contain neither a 6 nor a b 6 ; these are 

: : ~cn to both Dorian and Aeolian, 


■ : - take a look at the Dorian scale over min 7., 
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CHORD TYPE: Min? 
APPROACH: DORfAN SCALE 


Min? chord as a II in major: use Dorian mode - mode II of major = 1 2 b3 4 5 6 b7 

EXAMPLE: 

2 m n7: use D Dorian ^ mode (1 of C major = D E F G A B C, 

Dorian needs to be learned in the following manner all over the neck: 


Ex, 1i D DORIAN 
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Knowing the intervals that are being played is very important; knowing where the 5 of D is f 
■vhere the b? of D is etc. Remember, Dorian means 1 2 b3 4 5 6 b? from any mot, 

Learn Dorian in other keys as well. 

EXAMPLE: 

Amin?; use A Dorian = mode II of G major = 1 2 b3 4 5 6 b? from A = A 8 C D E F# G 
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%ow Jet's see what the other approaches otter os. given the choice of the Dorian mode. 


Ex. 2 D Dorian over Dmin7. 





CHORD TYPE: Min7 

APPROACH: Dorian Pentatonics/Biues 

The second approach is pentatonics/blues. To see which ones are available, we need to 
took at the harmonized scale of Cmaj (since our example, Dmin7, is being treated as a II in 

C). 

Cmaj? Dmin7 Emin7 Fmaj7 G7 Amm7 Bmin7(b5) 

I It 111 IV V VI VII 


* * nor pentatonics (1 b3 4 5 b7) and minor blues (1 b3 4 b5 nat5 b7 ) can be extracted 
from the minor 7 chords ( II III and VI) of any major scale. Therefore, we have Dmin. Emin, 
and Amin pent/blues which can all be played over Dmin7 since they are all related through 
•~e harmonized scale. Emin pent/blues is specifically Dorian because if contains a B 

(6 of D). 

* as far as pentatonics and blues go, Dmin pentatonics and Dmin blues played over 
- —~ 3 -e ckay, but sound a little too ordinary. Combining the other two pentatonics or blues 
£— 3 'd Amin) with Dmin pent/blues creates a fresher sound. 

FO= m jl Tc transpose this to other keys: min pent/blues from root,(up] whole step or Jup] 

5n liom the ccrd root. 

Lefs Lsre- 
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Ex, 3,_ Dmin pentatonic over Dmin7 



Ex. 4 Emin pentatonic over Dmin7 



Ex. 5- Amin pentatonic over Dmin7 



































































The following examples are written out with the intervals as they affect the Dmirr7. 

Example: Emin pent = 1 b3 4 5 b7 from EsEGASD= 2 4 5 6 1 of D Dorian,. 

Also, writing out the whole neck frees you up to select any fingering or position for these 
ideas. 











































D Min Pent 








CHORD TYPE: Mm 7 
APPROACH: Dorian Arpeggios 

T-e next approach is arpeggios. 

Example: Dmin7 

What is Dmin7? 1 b3 5 b7 from D = D F A C 

I rarely play a Dmin7 arpeggio over Dmin7 because it sounds (rightfully dull, chaps! But there 
is a remedy and it’s quite simple, really. Let's extend the chord up to 9 and toss out the 1. 

/b3 5 67 S = ^FACE = Fmaj7 

Now, if you play an Fmaj7 arp over a Dmir>7 chord, you sound automatically like George 
Benson; it's much Nipper, We're now playing b3 5 b7 9 which is creating a Dmin9 sound 
without us bothering to play a D note. FORMULA: ma]7 arp[up]b3. 

Ex. 10 Fmaj7 arpeggio over Dmin7 



Okay, that was a good idea. Such a good idea, in fact, that we’re going to dc t again. 

except this time well exte nd to 11. . 

/ ft 5 b? 9 11 = pf A C E G 

This time we're left with A C E G which is Amin7; this arp sounds terrific over Dmin7. 
FORMULA: min7 arp [up] 5th. Let's listen. 


Ex. 11 Amin7 arpeggio over Dmin7. 
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These are my (rst two choices for attacking a min? chord with arpeggios. 


Now let’s lock at the rest of the harmonized scale. AIL DIATONIC ARPEGGIOS SOUND 
GREAT over Dmin?. Let's listen to all of them, 

Cmaj? Dmin? Emin7 Fmaj7 G7 Amin? Bmin7(b5) 

E ■ 12 Diatonic arpeggios from Cmaj over Dmin? (cascading effect). 




“-^'sa pattern for learning one-octave arps moving up or down in 4ths (this is a very 
-uscal way to practice them). 

"*■ 13 Diatonic arpeggio's in 4ths over Dmin? chord 

Cma.7 G7 Dmn7 Amm7 BminJbS Emin? Amin? Dmm7 



















































































CHORD TYPE: Min7 
APPROACH: Dorian Triads 


No a Set's look at the triad approach. 

all DIATONIC TRIADS from D Dorian (Cmajor) sound good over Dmin7. But the best etteci 
zc -es from using the diatonic MAJOR triads. Major triads are found on I. IV and V in every 
-2 0' key. In C, that’s C, F and G. FORMULA: maj triads [downj whole step, [up] min 3rd. 

4th. G triad over Dmin7 is specifically Dorian because it contains a B (6 of D). Let’s 
5ten to each of these triads over Dmrn7. 

= . 14 Cmaj, Fmaj and Gmaj triads over Dmin7. 



D "ad (my favorite) = C E G = b7 9 11 of D. 

C trad g . es you the upper extensions of a Dmin7 chord. Simply think of this formu a: maj 

•' ad 'down] whole step. 































































Fmaj triad - L A C = b3 5 b7 of D. This triad Is the same as Dmin7 without the 0 Tr $ 
sounds okay; just re-defining the chord without saying anything new. 

Gmaj triad = 360 = 11,13, root of Dmin7. Of the major triads, this one is the least re’a*e = 
fo the chord, ft has a vary interesting sound, very suspended or unresolved. The trick to 
making these triads sound good is to mix them all up. 

Learn triads or each group of three strings; G B E, DGB ( A D G, E A D, horizontally down 
the neck in 1 4 5 motion. Let's listen. 


Eat -15 C TRIADS 


EjL lS F TRIADS 


Ex, 17 G TRIADS 
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! IV V Triads from Cmaj on D G & B strings. 


Ex. 13 C TRIADS 
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E X. 19 F TRIADS 
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Fir. 20 G TRIADS 
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I, IV. V Triads in Cmaj on A, D & G strings. 


Ex. 21 C TRIADS 


Ex. 22 F TRIADS 



Ex. 23 G TRIADS 
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I, IV. V Triads in Gmaj on E, A & D strings. 


Ex. 24 C TRIADS Ex. £5 F TRIADS Ex. 26 G TRIADS 
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\ 3 te that you should hear these triads as they affect the Drain? chord. They sound hip 
gainst the chord, but ordinary by themselves. 

:fs listen to this triad exercise which incorporates our next subject as well, two-string triads. 
x. 27 Two string triads from Cmaj over Dmin7, 



aw, let's look at two-string triads as opposed to the three-string triads. 

Ex 26 C TRIADS Ex. 29 F TRIADS Ex._3Q. G TRIADS 



























Variation, 2-string triads 


Ex. .31 C TRIADS 



Ex. 32 F TRIADS 



Ex. 33 G TRIADS 
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CHORD TYPE: Mm7 
APPROACH: Dorian Intervals 

Any intervals can be chosen i find 3nds, 4ths t 5ths and 6ths to be the most useful and 
musical, so let's examine those. 

D atonic 3rds (using the notes of D Dorian «= the same notes as C major): C-E, D*F ( E - G, 

F - A, G - B, A-G, R - D. 

Lets listen to these over Dmin7, 
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EjlM 


Omni 


Diatonic 3nds from Cmaj. 



I atonic 4ths: these sound more angular, oriental almost. Let's listen, first separately, then 

rouble stops. 


^2fi 


Dmin7 


4ths as a ScaJe, 





























































£.=. 36 coni 


Dmin7 



Dmin7 


5ths sound unusual. Let's listen. 
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Ex. 39 


Dmin7 


5ths on the E & B strings. 
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Ex, 4Q Dmin7 


Sixths sound very nice. Let's listen. 
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E* T 41 


Dmin? 


Sixths diatonic to Gmaj on the E & G strings only. 




































































:. shot d be beginning to see bow many possibilities there are when approaching a 
sms e min7 chord. The min7 chord (Dorian) has so many possibilities because every note of 
- Dcran mode sounds good against it; there are no "avoid" notes. 

rn you hear good improvisers, you can tell how well versed they are. They'll play a 
: - $0 that goes up a minor pentatonic, comes down an arpeggio, up again in 4th intervals 
: c: wn again with a diatonic triad; you get the picture, An intelligent soloist includes many 
: -^-ent approaches or colours. That's how one can tell how long and hard that person has 
ed music and the instrument, 

I : summing up this section on min7 (Dorian), we can see that there are certain formulas that 
a ays work and always sound good against any min7 chord, 

SUMMARY: 

-ORMULAS FOR SOLOING OVER MIN7 (DORIAN) IN ANY KEY. 

■ Scale: Dorian ^ mode Hof major* t 2 b3 4 5 6 b? (9 il 13) 

: Pentatonics/Blues: from root, [up] whole step, [up] 5th. 

3 Arpeggios: all diatonic arps, especially ma[7 [up] min 3rd, min7 [up] 5th, 

- T r ads: all diatonic tnads, especially the major triads which are [down] whole step, [up] 
min 3rd, [up] 4th. 

5 Intervals: diatonic 3rd$, 4ths, Sths, 6ths 

I'll select just one of my personal favorites from each category, really simplifying, 

Scale: Dorian 

: Pentatonic/Blues: min pentiblues [up] 5th 
Arpeggio; maj? [up] min3rd 

- Tr ad: maj [down] whole step 
5 Intervals: 4th$ 

5 : over Gmin7 for example* using the above formulas we arrive at the following: 

■ Scale; G Dorian ■ mode II of Fmaj = 1 2 b3 4 5 6 b7; from G = GABbCDEF 
: D entatonic/B1ues; Dmim pent (DFG ACJor Dm in blues ( D F G Ab Anat G) 

3 Aroeggio: Bbmaj7 arp (Bb DFA) 

-i Triad: Fmaj 

: nervals: 4ths diatonic to G Dorian: G-C, A~D, Bb-E etc. 
v - “ chord progressions to practice: 
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D min? 


F min? 


Rb min? 


B min? 


D Dorian 


f Dorian 


Ab Dorian 


B Dor an 


Ex. 43 




E Dorian C Doran 


Now, seme musical examples. Diatonic 3rds in Cmaj over Dmin7. 
Fx.44 “CAT PAUSE’ 

Loco 
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r 1 45 Don’t 
«Dmin7 (Ab Dorian) 



5"\n7 (B Dorian) 



Make up your own melodies from the 'formulas discussed in the Dorian chapter over the 
sample chord progressions, examples 42 and 43. 






































































CHORD TYPE: Min? 
APPROACH: Aeo an Scale 


Min? chord as a VI :n major: use Aeolian mode ( mode Vi of major) =1 2 b3 4 5 b 6 f 
Aeolian is also known as natural minor. 




D Aeolian 
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b 6 (t) 4 


% qs 


Example: Dmin7: use D Aeolian - mods VI of Fmaj = D E F G 
A Bb C. You may sometimes see a min7(#5) chord indcs:-: 
Dmin7{#5) = D F Bb C. [It may also be written Fsus/D or 
Bb/D.) Remember that #5 = b 6 . So you can see that this 
chord would fit the Aeolian mode (which has a b 6 ) and not -- 
Dorian (which has a nat 6 ). Other than when a min7(#5) chord 
is indicated, if you choose to use the Aeolian approach for a 
min7 chord, the 06 note will generally be used as Just a 
passing tone, as it's a bit dissonant; so just be careful with it 

Remember, Aeolian means 1 2 b3 4 5 b 6 b7 from am 
root. Learn Aeolian in other keys as well. 


CHORD TYPE: Min7 

APPROACH: Aeoiian Pentatonics/Biues 

Our example is Dmin7 (Aeolian) - VI of Fmaj. So we need to 
look at the harmonized scale of F major. 

Fmaj7 Gmin7 Amin7 Bbmaj7 C7 Dmin7 Emin7(b5) 

I II III IV V VI VII 

Remember that minor pentatonics (1 b3 4 5 b7) and minor 
blues (1 b3 4 b5 nat 5 b7) can be extracted from the II, III 


and VI of any major scale. From Fmaj, that’s Gmin, Amin and Dmin pent/blues which can be 
played over Dmin7, 


Dmin pent or blues sound good. 

Amin pent or blues sound good. 

3 min pent or blues contains a Bb; so if a Dmin7(#5) chord is indicated, it sounds very good: 
out if just a Dmin? chord is indicated, be careful with it. 

Notice that Dmin pent/blues and Amir pent/blues were also in the Dorian approach to 

Dmin7. 

FORMULAS: min pent/blues from root and [up] 5th. Min pent/blues [up] 4th over a min7(#5) 

chord. 
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CHORD TYPE: Min7 
a =>PROACH: Aeolian Arpeggios 

0 ~ i7 ■ 1 b3 5 b7 from D - D F A C. 

Ac De'ore. let's extend Dmin7 to find some more interesting arps to play, 

13 5b7 9*FACE» Fmaj7 
5 : T 9 11 s ACEG = Amtn7 

^--se two arps sound great over Dmin7, Note that these are the same arps we arrived at 
-er extending Dmin7 in the Dorian mode. 

C -c© again, the only difference between Dorian and Aeolian is the 6 (13) is nat in Dorian and 
■ - Aroian. Therefore, we have to extend further to discover an arp which is specifically 

-e; an (includes a b6 = b13). 


b7 9 11 b13 = C E G Bb ^ C7 


$ sten to this over Dmin7, 

E t, 47 C7 arpeggio over Dmin7 



- a'os diatonic to Fmaj sound good over Dmin?, 

Gmin7 Amin7 Bbmaj7 C7 Dmin7 Emin7(b5) 

s listen. 
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H m < INI 
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i '"S ever Dmin7 that are specifically Aeolian; 

Tin7 * G Bb D F = 11 bl 3 1 b3 of Dmin7. 

:ma;7 = Bb D F A = b13 1 b3 5 of Dmin7, 

“-CEGBb**b7 9 11 bl3 of Dmirv7, 
nin7(b5) = E G Bb D * 9 11 b13 1 ofDmio?, 

:t leaves three which are common to both Dorian and Aeolian: 

a:7 = FACE**b3 5b7 9 of Dmin7. 

- - n7 = A 0 E G = 5 b7 9 11 ofDmin?. 

> "7 = D F A C = 1 b3 5 b7 of Dmin7.. 

! J 0RD TYPE: Mir? 

- "PROACH: Aeolian Triads 

- -pie: Dmin7 *= VI of Fmaj, so we reed to look at the harmonized FmaJ scale. 
iJ Gmin7 Amin? Bbmaj? C7 Dmin7 Emir7(b5) 

: atonic triads will work over Dmir7, especially the major triads, found on \ t IV and V of 
~ : : r . In F, that’s F, Bb and C. 

: listen to these three triads over Dmin7. 
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F, Bb and C triads (Aeolian) over Dmin7. 



i : *- ad is specifically Aeolian (good over Dmin7(#5)J, 

; rdf triads are common to both the Aeolian and Dorian approaches to Dmin7. 

r 7HMULAS: maj triads (down) whole step, [up) minSrd. Also maj triad on [up] b6 (Aeolian 

only). 

CHORD TYPE: Min7 
APPROACH: Aeolian Intervals 

rs. 4ths, 5ths, and 6ths all work fine. You can use the interval examples (Ex. 34-41), but 
: r ai Amin7 VI chord instead of Dmin7. 

S INI MARY: 

5-: - MUIA3 FOR SOLOING OVER MIN7 AS VI IN MAJOR (AEOLIAN) IN ANY KEY 

* Scate: Aeolian 

-ent Blues: min from root, (up] 4th, [up] 5th. 

- oeggios: all those diatonic to Aeolian, especially maj 7 [up] min3rd, min? [up] 5th. 

In ads: all those diatonic to Aeolian especially* major triads [down] whole step, [up] 

nin3fti, [up] min 6th. 
ntervate: 3rds ( 4ths, 5ths, 6ths« 
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MY FAVORITES: 


■ Scale: Aeolian 

Pent/blues: min [up] 5th 
Arpeggio: maj7 [up] minSrd 
- Triad: [down] whole step 
5 Interval: 3rds, 


Progressions to Practice (Aeolian) 

=*. 5Q 



A Aeolian throughout 

Ex 51 



D Ago! fan throughout 

Ex, 52 



Bb Aeolian D Aeolian 



















































































CHAPTER li: MAJOR 7 CHORDS 

V: .v Jet's move on to the rnaj7 chord. A lot of people have a hard time making a maj7 sound 
: „e$y, a la Carlton. Some of the mysteries will unfold with the help of our tittle systematic 
approach. 

., st as a min7 chord can be treated in two ways, as a II in major (Dorian) or as a VI in major 
-eolian), the maj7 chord can also be approached in two different ways; 
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2a Maj7 as a * chord in major: the chord ■ 1 3 5 7 {9 11 13); the scale to use 
Is Major =1 234567 « mode IV of major 
(9) (11) (13) 

2b Maj7 as a IV chord In major: the chord = 1 3 5 7 ( 9 #11 13 ); the scale to 
use is Lydian mode = 1 23 #4 567 = mode IV of major 

[9) (#11) (13) 


Example: 

Cmaj7 can be 1 in C major 



Cmaj? 

Dm in? 

Emin? 



1 

H 

Ill 

or IV in G 

major, 





Gmaj7 

Amin? 

Bmin7 



1 

II 

III 


Fma]7 

G7 

Amin7 

Bmin7(b5) 

IV 

V 

VI 

VII 

2maj7 

D7 

Emin? 

F#min7(b5) 

IV 

V 

VI 

VII 


■ : j can see that the chords differ only by the 11, 

. - ch is natll over a maj7 chord as L and #11 
:. er a maj7 chord as IV. The scales differ only by 
tne nat 4 in the Major scale versus the #4 in the 
Lydian mode. (4 = it, #4 = #ll«) 

■ s look first at maj7 as a l (Major Scale), 


EHORDTYPE: Map 
APPROACH: Major Scale 

1 '2,7 chord as a I: 

: s :he Major scale = 12 3 4 5 6 7. 

E =arnple: 

- ~aj7 as a I in C: 
id Cmaj scale = CDEFGAB. 


Ex. 5 4 
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CHORD TYPE: Maj7 
APPROACH: Pentatonics/BIuos 

Per Cmaj/ as I in G, we need to look at the harmonized C Major scale. 


Dmin7 Emin/ Fmaj7 G7 Amin7 Bmin7(b5) 
II 111 fV V VI VII 


‘ a minor pentalonics and blues can be extracted from the 11, 131 and VI of the Major scale. In 
Z that's Dmin f Emin and Amin. 

Let's Listen, 

£* 56. Emm pentatonic over Cmaj/ 




I-_ay - Dmin pent sounds awful, so we avoid it. 

n sounds only okay, 
p— n sounds the best of these three 

'■ and Emin pent are common to both the Major and Lydian approaches to maj? because 
‘-t . contain no 4 or #4 of C. 

= 3RMULA: Min pent/blues [up] 3rd, [up] 6:h. 
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-3RD TYPE: Maj7 
: BROACH; Major Arpeggios 

- -ext approach is arpeggios. 

r=% 1 357-CEGB 

: 3579 = EGBD* Emin'/ 

: _ sten. 

Emin? Arpegqio overCmaj/ 




E: i : s . ery good over Cmaj7, Now the next extension is 5 7 9 11, There is a problem 

nn ri 4) doesn't sound good over a maj7. You're belter off using the Lydian 

me higher extensions since the #11 sounds better than the natll. (The 4 or 11 

~e n passing). 

WZF1 _ - - n7 arp [up] 3rd 
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CHORD TYPE: Maj7 
APPROACH: Major T nads 

Example: Cmaj7 as I of C. The three major triads, I, IV and V, in C are C, F and G. 

Dver Cmaj7, C triad sounds just okay* 

F doesnl sound any good* 

G sounds very good 

FORMULA: maj triad [up] 5th, 

*Sc*e that C and F triads sound better when used over a Cmaj chord with no 7 and all throe 
sound great over a C bass. 

Ex. 59 G maj triad over Cmaj7 




pd 

^ —J. =, 

a ' 

IB Va 

-J—- 

; 1 1 

Loco 

LW t~-Mk 

rrn. 

w» ifr ^ lft 


CHORD TYPE: Maj7 
APPROACH: Major Interval 

3rds. 4ths f 5ths and 6ths all work fine. To practice, play exercises 34-4 f over a CmajT Chord, 

SUMMARY: 

FORMULAS FOR SOLOING OVER MAJ7 AS A II CHORD (MAJOR SCALE). 

1. Scale: Major ^ 1 2 3 4 5 6 7 

2. Pentatonic/Blues: min [up] 3rd, min [up] 6th. 

3. Arpeggios: min7 [up] 3rd 

4. Triads: maj [up] 5th 

5. Intervals: 3rds, 4ths, 5ths, Sths. 

MY FAVORITES: 

1, Scale: Major 

2, Pentalonic/Bfues: min [up] 3rd 

3, Arpeggio: min? [up] 3rd, 

4, Triad: maj {up] 5th 

5, Intervals: Gths. 
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: 'or Drnaj? as a I in D, us ng the above formulas we get.. . 

* Scale: Dmaj - D E F# G A B C# 

2 Pent/Blues: F#min 
: Arp: F#min7 
- Triad: Amaj 

5 intervals: Sths diatonic to Dmaj, 


CHORD TYPE: Maj7 
APPROACH: Lydian Scale 

EX. 60 LYDIAN 

3 

5 

7 

\ 9 

12 

15 

17 
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Maj7chord as a IV in major; use the Lydian mode = 1 2 3 #4 5 6 7s mode IV of major. 
Example; Cirtaj/ as a IV. C is IV of G, 

-———] 

Gmaj7 Amin7 Bmin7 Cmaj7 D7 Emih7 F#min7(b5) 

I II III IV | V Vt VII 

C Lydian « 1 2 3 #4 5 6 7 from C « C D E F# G A B - the same notes, same harmonized scale 
as G major. 



; ~y maj7 (#11} chord is Lydian. 

Don't be thrown by a maj7(b5) chord. Remember, b5 = #4, so this fits into the Lydian 

approach. 

CHORD TYPE: Maj7 

APPROACH: Lydian Pentatonics/Blues 

Sample: Cmaj7 (Lydian) 

: Lydian is mode IV of Gmaj so let's look at the harmonized Gmaj scale. 

Gmai7 Amin? Bmin? fCmaj7l D7 Emm? F#min7{b5) 

I II |[l IV ] V VI VII 

^member, that the minor pent (1 b3 4 5 t>7) and minor bices (i b3 4 05 nat 5 b, \ can 
~ extracted Irom 11, III and VI of major. Therefore, in C Lydian = Gmaj, we have Amm, Bmin 
me Emin pent or blues which can be played over Cmaj7, 

^et's listen. 
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Renin Pentatonic over Cmaj7 
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Ex. 62 Combination Emin and Bmin Biuos over Cmaj7 



Amin sounds only okay. 

Bmin and Emin both sound very good. 

Bmin pent or blues over Cmaj7 is specifically Lydian because it contains an F#. 

So the gist is, over a Cmaj7 you can piay an Emin pent/blues (FORMULA: min pent/blue 
(up) 3rd) whether you're using the Major or Lydian approach. Use a Bmin pent/blues 
(FORMULA: min [down] 1/2 step) if you wish to piay specifically Lydian. 

CHORD TYPE: Maj7 
APPROACH: Lydian Arpeggios 

Cmaj7* 1357=CEGB 

Let’s extend. 

3579 = EGBD«* Emin7 

Em:n7 arp is very gocd over Cmaj7. FORMULA: min7 arp [up] 3rd. 

579 # 11 =GBDF# = Gmaj7 
79#1113 = BD F# A = Bmin7 

These sound good too. Gma;7 and Bm.n7 played over Cmaj7 are specifically Lydian 
because of the #11 (#4). 

















































- : atonic arpeggios from Lydian work fine. 

FORMULAS: maj7 arp [up] 5th, min? arp |down] M2 step, 

p-, 63 Gmaj7 over Cmaj7 chord BminT over Crnaj? chord 
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CHORD TYPE; Maj7 
APPROACH: Lydian Triads 

All inads, diatonic to C Lydian (same notes as Gmaj) sound good over Cmaj7. Let's examine 
:~e major triads, which are found on I, IV and V of major In Gmaj, that's G, C and D. 

G tr ad over Crnaj? sounds very good, FORMULA; maj triad [up] 51h. 

C sounds just okay. 

C sounds very good. FORMULA: Mai triad [up] whole step 
D triad over Cmaj7 is specifically Lydian because of the F# (#11 of C). 


Ex. 64 * Dmaj triad over Cmaj? chord 



CHORD TYPE: Maj7 
APPROACH: Intervals 

3rds, 4ths, 5ths and 6ths diatonic to Lydian (mode IV of major) ail sound great. 
For practice, play Ex. 34-41 over a Fmaj? chord (IV m Cmaj). 
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SUMMARY- 

FORMULAS FOR SOLOING OVER MAJ7 (LYDIAN) 

Scale: Lydian -1 2 3 #4567 - mode IV of major 

2. Pent/blues: min [up] 3rd, [down] 1/2 step, [up] 6th. 

3. Arpeggios: All diatonic orps, especially min? [up] 3rd, maj? [up) 5th, min? [down] 1/2 step 

4 Triads: All diatonic triads, especially maj [up] 51h p maj [up] whole step. 

5 Intervals: 3rds, 4ths, Sths, 6ths. 

P.1Y FAVORITES: 

1- Scale: Lydian 

2 Pent/blues: [down] 1/2 step 
" Arp; min? (down] 1/2 step 

- Triad: maj [up] whole step 
5. Interval: 6ths 

5o over Amaj?, using the above formulas, we get: 

Scale: A Lydian - A ES G# D# E F# G# = mode IV of Emaj 
.. Pent'blues: Gffmin 

3 Arp:G#min7 

- Triad: B 

; Interval: 6ths diatonic to A Lydian 


CHORD PROGRESSIONS 

Ii_£5 

R maj? C maj? ED maj? Gb maj? 
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A major o' A lyd ian c major cr C lydla.i Eb ma;or or Eb lydisn Gb major or Gb fydian 

: 56 



D major Bb lydlari 


A TT 

1 1 m u \ r 


2 


f mn IT 

-L 111L ) f 


1 


2 


G rrapr 


C lydian 


37 







































Ex. 67 


COMBINATIONS (CHAPTER 1 & 2 ) 
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G major 


G dorian 


EX, 68 


*111+1 

i ■ +*+ i 




21 0 rnajar 


G darian 





29 F fydian F dorian 
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CHAPTER Ml: UNALTERED DOMINANT 7 CHORDS 


Basically there are two types of unaltered dominant chords (unaltered meaning they contain 
a nat9, not a b9 or a #9, and a natS or a b5 but not a #5): 


3a Dominant sus4 or dominant 11 chords, as a V in major, contain a 4 or 11 
instead of 3. 

The chord: 1 4 5 b7(9 11 13) 

Examples (C root): 

C7sus4 C9sus4 C11 G13sus4 Bb;C Gmin7/C BbmajT.'C 

The scats to use with dominant sus4 chords is mode V of major = Mixolydian 
= 1 2 3 4 S 6 b7 
(9) (11) (13) 

3b Lydian dominant chords: IV in melodic minor. 

The chord: i 3 5 b7 [9 #11 13) 

(b5> 

Examples: C7 C9 C13 C7(b5) C9(b5) Bbmaj7(#5)/C C9(#11) 


The scale to use with Lydian dominant chords is the lydran flat seven mode, which mode 
IV of melodic minor = 1 2 3 #4 5 6 b7 

(9) (#11) (13) 

When the extensions aren't specified on a dominant chord (for example, when only C7 is 
indicated) and it doesn't function as a V moving to I ('or example, the next chord after the 07 
js not F or Firm), this is the best type of chord and scale to use. 

Compare these two approaches and you can see that the only difference between the scales 
is nat4 in Mxolydian vs. #4 in Lyd an flat seven. 4 = 11, #4 = #11 1 

So r the nat4/nat11 relates to the Mixolydian dominant and the #4/#i 1, re ates to the Lydian 
b? dominant. Seme chords cou'd be treated as either scale. For instance, C7, C9 arc Cl3. 
do not specify the character of :he 4th or 1 ith. 

Now, let's look at the possibilities within Mixolydian and Lyd'anb7 separately 

CHORD TYPE: Dominant 7 Sus 4 
APPROACH: Mixolydian Scale 

Use MIXOLYDIAN Mode » I 2 3 4 5 6 b? (9) (11) (13) = mode V Of major. 
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EXAMPLE; C7su$4 as V in major 

F major = F G A Bb C D E F G A Bb ©tc. 

Mode V of Fmaj = C Mixolydian = G D E F G A Bb 

Ex, 71 G Mixolydian scale over C7 sus 4 chord 



Ex, 72 G Mixolydian 
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CHORD TYPE: Dominant 7 Sus 4 
APPROACH: Mixolydian PerUafomcs/Blues 

For C7sus4: use G MaxoJydtan m mode V major (F) 

HARMONIZED F Major seal© = Fmaj7 Gmin7 Amtn7 
Bbmaj7 C7 Dmin7 Em n7b5. 


Remember that minor pentatonics/blues can be built on 
the II, III, and IV degrees of the major scale. So for F 
major, Gmin, Amin and Dmin pentatonics/blues can be 
played over G7sus4 (or any other Mixciydian chord 
listed at the beginning of the chapter). 

FORMULA: minor pentatoncs/'blues [up! 5th, [up] 6th cr 
[up] whole step. 

Let’s listen. 
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Ex. 73 


Gmin pentatonic over C7sus4 



Ex 74 Amin pentatonic over C7sus4 



Ex. 75 Dmin pentatonic over C7sus4 
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CHORD TYPE: Dominant 7 Sjs 4 
APPROACH: Mixolydian Arpeggios 

C1U1 5 57 9 11 

(in a dominant 11 chord, the 3 is omitted because it dashes with the 11'). 

/ 5 b7 9 11 =^G Bb D F = Gmin7 
/X b7 911 13= Bb D F A = Bbmaj7 

These two arps sound good over dominant sus4 chords because they are the most clcsely 
related 
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CHORD TYPE: Dominant 7 Sus 4 
APPROACH: Mixolydian Triads 

C Mixolydsan is mode V of F major The three major triads (l f IV, and V) of F are F, Bb and C. 
Let's listen to these over C7sus4. 


Ex. 79 F triad 



Bb triad over C7 sus4 














































































They a! I sound good All oilier diatonic triads in F major work well too. 

FORMULAS; Major triads [up] 4th t [down] whole step and from the root 

CHORD TYPE: Dominant 7 Sus 4 
APPROACH; Mholydian Intervals 

3rds 4*hs 5ths 6ths aff work nicely. 

Let's listen. 

Ex. BZ Diatonic 3rds in CMixolydian {Fmaj) overC7sus^ 
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Ex. 84 Diatonic 5ths tn C Mixolydian (Fmaj) over C7 stis4 



Ex. 85 Diatonic 6ths in C Mixolycfian ever C7 sus4 
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SUMMARY: 

FORMULAS FOR SOLOING OVER DOMINANT? SUS 4 CHORDS, (MIXOLVD AN 

1. Scale = Mixolydian 

2. Pentbfues minor [up] whole step, [up] 5th, [up] 6th* 

3. Arpeggios = min? [up] 5th, maj? [down] whole step (aft diatonic arps to related na 
scale) 

4. Triads = [up] 4th, [down] whole step, root 

5. Intervals = 3rds, 4ths, 5ths, 6ths, 

MY FAVORITES: 

1* Mixolydian 

2. Minor pentfbfues [up] whole step 

3. Map arp [up] 4th, 

4. Major triad [up] 4th. 

5. 6ths. 

Using these formulas over E7$us4 = 

1, E Mixolydian - 1 2 3 4 5 6 57 = mode V of A major (E F# G# A B C# D). 

2 , Minor pent/blues [up] whale step = F#, 

3, Maj7 arp [up] 4th ~ Amaj7, 

4, Major triad [up] 4th = A. 

5, 6ths diatonic to A major, 

CHORD TYPE: Lydian Dominant 
APPROACH: Lydian b7 Scale 

Now lot's look at Lydian dominants* 

1 3 5 b7 9 #11 13 (#11= b5 - #4). 

Our example will be C9. The scale to use on Lydian dominants is Lydian b7, 12 3 #4 5 6 
57. This scale is Mode IV of Melodic minor scale. 

eg, G9 = chord IV of G melodic minor. 

G melodic minor = 1 2 53 4 5 6 7 (9) (11) (13)= G A 8b C D E f#. 

V0deJV = C D E F# G A Bb ^ C Lydian 57 (Lydian means raised 4[#4]; Lydian 57 - 
major scale with #4 and 57)* 
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C Lydian b7 over C9 
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Ex. 87 C Lydian b7 
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CHORD TYPE: Lydian Dominant 
APPROACH: Lydian b7 Pent/blues 

HARMONIZED MELODIC MINOR SCALE 

Gmin (Maj?) Amin7 Bbmaj7#5 C7 D7 Emin7b5 

F#min7bS 


There is one minor pent/blues in melodic minor, at the 
2nd degree 

09 = C Lydian b7 = G melodic minor 2nd degree of G 
melodic minor = A. Therefore, A minor pent/blues is 
possible, 

FORMULA - min pent/blues (down] min 3rd from chord 
Let's Listen 


Ex. 88 Amin Pent over C9 
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CHORD TYPE: Lydian Dominant 
APPROACH: Lydian b? Arpeggios 

C7 = 1 3 5 b7. Let's extend 1 3 5 b7 9 = C E G Bb D = Emin7b5 

5 57 9 #11 = G Bb D F# = Gmin(maj7L 
b7 9 #11 13 *Bb D F# A » Bbmaj7#5 

FORMULAS: min7b5 arp [upj 3rd, min (maj7J arp [up) 5th, maj?#5 arp [down] whole ste: 
ALL DIATONIC ARPS OF G MELODIC MINOR SOUND GOOD OVER C LYDIAN 
DOMINANTS, Let's listen. 

Ex.- 69 Emin7b5 arpeggio over C9 



'Note: Key signature for 9 melodic minor has a!l B‘s flat, all F‘s sharp* 
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CHORD TYPE: Lydian Dominant 
APPROACH: Lydian b7 Triads 

First we'll look at major triads. There are two major triads in melodic minor. They are on the 
4th and 5th degrees* Our example chord is C9 = C Lydian b'7 = G melodic minor 4th and 
5th degrees of G melodic minor are C and D, Let's listen to C and D major triads over C9* 




Cmaj and Dmai triads over C9 













































































































FORMULA: MAJOR TRIADS from ROOT and [up] whole step 

All diatonic triads in G melodic minor sound good over C Lydian dominant chords 


&L.S4 Diatonic triads from C Lydian b7 over CS 



Ex. 95 C Lydian b7 in triads over G9 



CHORD TYPE: Lyd am Dominant 
APPROACH: Lyd an b7 Interval 

„...rds and 6*hs are useful n melodic minor (the 4th and 5th intervals are almost all augmented 
4ths and diminished 51hs). So "or our purposes we’ll just use 3rds and 6th$ in melodic 
minor). 
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Diatonic 3rds in C Lydian b7 over C9 




SUMMARY: 

FORMULAS FOR SOLOING OVER LYDIAN DOMINANTS (LYDIAN b7 SCALE) 

1. Scale: Lydian £>7> 

2 Pent/bfues: |dowfi] min 3rd 

3, Arpeggios: Min7b5 [up] 3rd, Min(maj 7) fup] 5th, Maj7#5 [down) whole step, 
(All diatonic arps of related melodic mtnof scale). 

4, Triads:from root and (up] whole step 

5, Intervals: 3rds and 6ths 

MY FAVORITES: 

1. Lydian b7 scale 

2. Minor pent/biues [down] min3rd 

3. Maj7#5 arp [down] whole step 

4. Major triad [upj whole step 

5. 3rds, 

Ex. 98 Chord Progressions 
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Ex. 39 
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Ex. 102 
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COMBINATION PROGRESSIONS 



Bb dorian 
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Ex. 105. 
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By. 106 
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"Playing My Dx • 9 Tri"ion* (based on Ex. 98) 
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CHAPTER 4: ALTERED DOMINANT CHORDS 


Tr ere are three main scale approaches for altered dominants: Super Locrian (7th mode of 
Melodic Minor), Diminished (half whole from root), and Phrygian Major (5th mode of 
Harmonic Minor). 

Melodic minor will be the final topic for this book. The Frank Gambale Technique Book ll will 
continue where this book leaves off. 


CHORD TYPE: Altered Dominant 

APPROACH: Super Locnan (Melodic Minor) Scale 

The most common scale used over altered dominant chords is the SUPER LOCHIAN. This 
scale begins on the 7th degree of the melodic minor scale. An altered dominant means a 7th 
chord with an altered (# or b), 9 or 5 or any combination. 

The chord we will use tor our purposes is E7#9. The scale will be E Super Locnan which - 
7th mode of F Melodic minor. F Melodic minor = F G Ab Bb C D E. E Super locrian = E F G 
Ab Bb C D = 1 b2 b3 3 b5 #5 b7 <b9) (#9) (#11) (bT3). 

FORMULA: On altered dominant chords play Super Locrian from the root or play melodic 
minor [up] 1/2 step from the root of the chord, 


E-. 108 


E~Super Locrian (FTne Iodic minor) over E7S3F 
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Ex. T 09 E Super Locrian 
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CHORD TYPE: Aftered Dominant 
APPROACH: Super Locrian Pentator cs E j€< 

There is one minor pentatonic fn melodic rr ncr 
starting on the 2nd degree. E7#9 = E Super Locnaft = 
F Melodic Minor, 2nd degree of F Melodic Minor is 3 

FORMULA: Minor pentatonic [up] min 3rd from filter: 
dominant. 

Lefs listen to G minor pentatonic over E7#9 [Ex. 11C„ 

CHORD TYPE: Altered Dominant 
APPROACH: Super Locrian Arpeggios 

HARMONIZED F MELODIC MINOR, Fmin(maj7) 
Gmin7 Abmaj7#5 Bb7 C7 Dmfn7b5 Emtn7b5. All 
these arpeggios sound great over E7 aft. 

Let's look a little closer to see which are the most 
closely related, Dmin7b5=1 b3 b5 b7 = D F AbC. 
If we play this arp over E, and rearrange the notes of 
Dmin7&5 (D = b7 of E, F = b9 of E, Ab = 3rd of E, C = 
#5 of EL we get E Ab(Gtf) CDF^I 3 #5 b7 bS « 
E7#5o9 = (Dmin7b5/E bass). 


Ex. 110 Gmin pentatonic over E7#9 
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The Dmrn7b5 is the most closely related chord to E7a(t. Let’s list all the diatonic arps of F 
melodic minor and see how they each affect E7#9. 

Fmin(maj7) = F Ab C E = b9 3 #5 R of E 
Gmin7 = G Bb D F = #9 b5 b7 b8 of E 
Abroaj7#5 - Ab C E G = 3 #5 R #9 of E 

Bb7 = Bb D F Ab = b5 b7 b9 3 of E 

C7 sC E G 6b • IS R #9 b5 of E 

DminTbS * 0 F Ab C = b7 b9 3 #5 of E 

Emin7b5 = E G Bb 0 = R #9 b5 b7 of E 

All these arpeggios affect the aftered chord differently and they are all useful sounds. Let's 
listen to all of these. 


Ex. 112 


Fmin (maj7) Arpeggio over E7 #9 
































































Ex. 113 Gmin7 arpeggio over E7#9 



Bb7 arpeggio over E7#9 













































































































Emin?b5 arpeggio over E7#9 



CHORD TYPE: Altered Dominant 
APPROACH: Super locrian Triads 

In a melodic minor scale there are two major triads. They appear on the 4th and 5th degrees. 

E7#9 = F melodic minor. 4th and 5th degrees of F are Bb and C. 

FORMULA: Major triads [up] b5 and [up] #5 from the root of the altered chord. 

Let's listen la Bb and C major triads over E7#9. 

Ex. 118 Bb triads over E7#9 chord 



E* . 119 


Cmaj triads over E7#9 chord 




















































































CHORD TYPE: Altered Dominant 
APPROACH: Super Locrian Intervals 

3rds and 6ths. Lets listen. 


Ex. 121 Diatonic 3rds from E Super Locrian over E7#9 chord. 


































































































































SUMMARY: 

OF ALTERED DOMINANT 

1. Scale: Super Locrian 

2. Pent/ blues: [up] min 3rd 

3. Arpeggios: Min7b5 [down] whole step (ail diatonic arps) 
4 Maj triads)[up] 05 and [up] #5 

5. Intervals: 3rds and 6ths 

MY FAVORITES: 


1* Super Locnan scale 
2 Min perrt/blues [up] min 3rd 

3, Maj 7#5 arpeggio [up] 3rd 

4, Maj triad [up] #5 

5, 3rds 


Ex. 123 Progressions 


i 

i 







A dorian E sup«r locnan 


E? U 24 


1 

Mali i 




■■■■ | 




^■v | 





A dorian D lydian b7 


s=*m 







F lydian 


E super bcrian 
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EDITOR'S NOTE: On the accompanying cassette, Frank indicates that the Tech Book ll 
will include sections on slash chords and modes. Though Frank had 
originally intended to include these topics, he later decided to 
save them for future projects* The Tech Book II i_s now on sale 
and details the second half of Frank's soloing theory course. 
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APPENDIX 


Terminology used in this book. 

INTERVALS 

! refer to Intervals by numbers in this manner: 

1 — the root of a scale or chord 
b2 = minor 2nd interval (half step) 

2 = major 2nd (whole step) 
b3 ■ minor third 

3 ^ major third 

4 s perfect fourth 

#4 - augmented fourth 
b5 = diminished fifth 

5 = perfect 5th 
bB s minor 6th 

6 i* major 6th 
b7 m minor 7th 

7 = major 7th 

b9 * minor ninth (same not© as b2, up an octave) 

9 ~ major ninth (same note as 2, up an octave) 

#9 a augmented ninth (same note as b3, up an octave) 

1T = perfect eleventh (same note as 4, up an octave) 

#11 = augmented eleventh (same note as #4 P up an octave) 
bt 3 = minor thirteenth (same note as b6, up an octave) 

13 = major thirteenth (same note as 6, up an octave) 

ft is very important to be aware of enharmonic equivalents (different spellings of the same 
note). For example, G# = Ab, D# « Eb f etc. Also In intervals: #4 - b5 t #5 - bG, etc. And 
also in octave equivalents: 2 = 9 (e g. the 2 of a C scale is D. The 9 of a C9 chord is D.) b2 =* 
b9, b3 = #2 = #9^ 4 = 11 , b5 = #4 ■ #11 , 6 = 1 3, #5^bG = b13. 

OTHER NOTATION 

I us© th© notation [up] and [down] for "up a” and 'down a"* respectively. So, "mef min [up] 1/2" 
means play the melodic minor scale up a half step (from the chord being discussed). 


THE MAJOR SCALE 

All major scales are made up of these intervals from the root. (W means whole step, 1/2 
means half step): 

from root 1\y 2sy B\y 6s/7\/1 

W W V2 W W W U2 
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So in the key of Cmajor ^ 12 3 4 5 6 7 1 

Cy DyEy F G y AyB \/ C 
W W \f 2 W W W V 2 

You'll notice that the major scales other than C require the use of sharps or flats to maintain 
the right interval relationships. For example, the A major scale: 

12 3 4 5 6 7 1 

B ^C#yD \/ E %/ F#yG#y A 
W W \ W W W h 2 

THE HARMONIZED MAJOR SCALE 

There are many chord’s that can be constructed from the major scale. Let me show you how 
we arrive at them. 

The notes of the C major scale are: 

1 234567123456 

CDEFGABCDEFGA 

8 9 10 11 12 13 

Chords are made up basically in ascending diatonic 3rds f every other note of the scale. 
(DIATONIC means using only the notes of the given scale. So when referring to diatonic 
3rds, some will turn out to be major 3rds and others will be minor 3rds.) 

if you start on the 1 st degree (root) of the scale, C, and build a 4-part chord by selecting every 
other note.*. 


you have C E G B, = Cmaj7 = the I (one) chord in C, 

If you begin on the 2nd degree, D, and build a 4-part chord by selecting every other note . , . 



You get D F A C = Drnin? ~ the II Chord in C. E G B D = Emin7 =111 tn C t and so on. The 
1st of four-part chords arrived at in this manner is the Harmonized C Major Scale. 



Harmonized C major scale: 

Cmaj7 Dmin7 Emin7 Fmaj7 G7 Amin7 Bmtn7{b5) 

I II Itl IV V VI VII 

Harmonized A major scale: 

Amaj7 Bmin7 G#mrn7 Dmaj7 E7 F#miri7 G#min7(b5) 
I II III IV V VI VJI 
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Notice that since ail major scales are constructed of the same intervals, 1 2 3 4 5 6 7 from 
root, the chord types on each degree remain the same in all major keys, 

TRIADS; In afl major keys, 

the K N and V triads are major (13 5 from root of triad) 
the ll t III and VJ triads are minor (1 b3 5) 
the VII triad is diminished (1 b3 55} 

FOUR-PART CHORDS: In all major keys, 
the i and IV chords are maj7 {1 3 5 7) 
the II, III and VI chords are min7 (1 t>3 5 b7) 
the V chord is dominant (1 3 5 b7) 
the Vli chord is rriin7(b5) (1 b3 b5 b7) 

Although 1 generally write down just the 4-part chords when listing the harmonized scale, it is 
very important to keep in mind what the diatonic extensions (continuing up in diatonic 3rds to 
the 9 or b9 or #9,11 or #11,13 or b!3) would be. 

For example, the IV chord in C would be: 

CDE0GABCDEFGA8CC 

1 2 3 #4 5 6 7 9 #11 13 

I | I I 

1 3 5 from F = F triad 

1357 from F = Fmaj7 

1 3 5 7 9 from F = Fraaj9 
1 3 5 7 9 #11 from F - Fmaj9{#11) 

1 3 5 7 9 #11 13 from F = Fmajl3(#11) 

Notice thal 9 of F = the same note as 2 ot F, #11 = #4, 13 =■ 6. The diatonic extensions 
available on each scale degree also remain the same in every major key. 

In all major keys: 

Imaj7 (9 11 13) 
llmir>7 (9 11 13) 

111 min7 (b9 11 b13) 

JVmaj7{9 #11 13) 

V7 (9 11 13) 

VI min7 (9 11 b13) 

VII min? (b5) (b9 11 b13) 
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MODES OF THE MAJOR SCALE 

In al muse ■ -eo*y, the ma^or scale is always used as a reference to determine another 
*: 1 e s ' :r.a structure. Modes of major can be compared to major in two ways: as 

i : - 3 cf a major scale (taking a major scale and raising or towering certain notes by M2 
[as inversions of a major scale (taking a major scale and playing a 7-note scale by 
star t on a degree other than 1 of the major scale ), \ want you to be aware of both ways, 
y.el use C as a root tor our examples of modes. 


DORIAN as an inversion: DORIAN IS MODE II OF MAJOR. 
Example: In C Dorian, C is 2 of Bb, so ...,. 
r] Bb Major _ C Dorian 

1,1 > - - 


25 


1 2 3 4 5 6 7 1 


As an alteration of C major 
C Major _ 






0 Dorian is mode II of Bb major, (has the same notes as Bb 
major, starting on 2). 




C Dorian 




7 ¥ 




1 2 3 4 5 6 7 


1 2 b3 4 5 6 b7 
9 1113 

Dorian is like a major scale with b3, b7. 


PHRYGIAN IS MODE 111 OF MAJOR. 


Example; 

In C Phrygian, C is 3 or Ab, so... 

!§«■ 


/j Ab Major 

1 L - ~ 

C Phrygian 

fa tf > " “__ A 



-- 


- — - ———- 

1 2 

3 4 5 

6 7 12 





C Phrygian 

is mode IN of Ab major. 

Compared to major of the same root: 



C Major 

lJl --1-— 


C Phrygian 

—-i- — 

h b. - 

•<b - 

*1 ♦ * 


=■ -- 

11 b2 b3 4 

■ w m - -- 

5 t>6 b7 

1 2 

345 

6 7 

b9 11 

bf 3 


Phrygian is like a major seals with b2, b3, b6, b7. 
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LYDIAN IS MODE IV OF MAJOR 
Example: C Lydian. C is 4 of G. so 
t\ G Major 


C Lydian 


V . .#■ 


1 2 3 4 5 6 7 1 Z 3 

Lydian is mode IV of G major. 
Compared to major of the same root: 

c Major_ C Lydian 




FT-* - 

1 2 3 4 5 6 7 




1 2 3 *4 5 6 7 
9 #11 13 

Lydian is like a major scale with a #4. 


MIXOLYDIAN IS MODE V OF MAJOR 
Example: C Mixglydian. C is 5 of F, SO 

a F Major 


C Mixolydian 


3 


■ . ' * " 


* * " - 


1 2 3 4 5 6 7 1 2 3 4 

C Mixolydian is mode V of F major. 
Compared to major of the same root: 

C Major C Mixolydian 










♦ 

1 2 3 4 5 6 7 


♦ • *■ 

1 2 3 4 5 6 b? 
9 It 13 


Mixolydian is like a major scale with b7. 


AEOLIAN (also known as natural minor) IS MODE VJ OF MAJOR. 
Example: C Aeolian, C is 6 of Eb, so 



C Aeoltan 

\ l h # 


K3 


— i 


1234567123 45 


C Aeolian is mode VI of Eb major. 
Compared to major of the same root: 
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LOCRIAN IS MODE VII OF MAJOR 
Example: C Locrian. C is 7 of Db, so 



1234567123456 


C Locrian is mods VII of Db major. 
Compared to major of the same root: 
q C Major _ C Locr 1 an .- 1 - 

l i& - ■ • ■ 1 


■r t • ~ ^ ~ 

1 2 3 4 5 6 7 




1 b2 b3 4 b5 b6 b7 
b9 11 b13 

Locrian is like a major scale with b2, b3, b5, b6, b7 



SUMMARY OF THE MODES OF MAJOR 



(mode i« major) = 1 2 3 4 5 

6 7 



mod© II = Dorian - t 2 b3 4 

5 6 

b7 


mode III m Phrygian « 1 b2 b3 

4 5 

b6 

b7 

mode IV ■ Lydian ■» 1 2 3 #4 

5 6 

7 


mode V = Mixolydian s 1 2 3 

4 5 1 

3 b7 

mode VI = Aeolian * natural minor = 1 

2 

b3 4 5 b6 b7 

mode VU - Locrian - l b2 b3 

4 b5 

b6 

b7 
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MOOES - MAJOR 


C Major 

1 2 3 4 5 6 7 
(9) (11) (13) 


C Dorian 

2 b3 4 5 6 t>7 
(9) (11) (13) 


C Phrygian 
b2 b3 4 5 b6 b7 
(b9) (11) (b13) 






MODES MAJOR 


C Lydian 

1 2 3 #4 5 6 7 
(9) (#11) (13) 
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C Mixolydian 
1 2 3 4 5 6 t)7 
(9) (11) (13) 
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C Aeolian 

1 2 b3 4 5 b6 b7 
(9) (11) (M3) 
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X 
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MOOES MAJOR 


C Locrian 

1 52 b3 4 55 56 b7 
(59) {11) (513) 
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THE MELODIC MINOR SCALE 

The melodic minor scale is made op of these intervals: 

from root: 1 v'2v b3 '/W®V 6 '/ 7 V 1 

from each other: W V 2 W W W W V 2 

The melodic minor scale is like a major scale with a b3. 

For example, C melodic minor Is C D Eb F G A B, 

THE HARMONIZED MELODIC MINOR SCALE 

In all melodic minor scales, the harmonized scale is: 

I min(maj7) (9 11 1 3) 

II min7 <b9 11 13) 

III maj7 (#5) {9 #11 b13 [nat.] 13) 

IV 7 (9 #11 13) 

V7 <9 11 b13) 

Vlmin7{b5) (9 11 b13) 

Vllmin7(b5) (b9 #9 bll = 3 #11 b13) 

For example, in A melodic minor (ABCDEF# G#), the harmonized scale is Amin(maj7} 
Bmirt7 Cmaj7(#5) D7 E7 F#min7(b5) G#min7jb5) 

MODES OF THE MELODIC MINOR SCALE 

Just as we arrive at modes of the major scale by playing seven-note scales, we can start on 
different degrees and arrive at modes of the melodic minor by doing the same thing. The 
modes are giver names which compare thereto modes ot the major scale. Ihe interval 
structure is compared back to the major scale. 

DORIAN FLAT TWO IS MODE II OF MELODIC MINOR. 

Example: In C Dorian b2, C is 2 of Bb melodic minor, so ... 
n B b Melodic Hingr _ C Dorian b2 _ 

'^,1 1 .1* » J| U.I *' 

1 2 b3 4 6 6 / 1 

C Dorian b2 is mode II of Bb melodic minor 

2:~ :a*£d to major of same root: 
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LYDtAN SHARP FIVE IS MODE III OF MELODIC MINOR 
Example: In C Lydian #5, C is b3 of A melodic minor, so.. . 
A Melodic Minor C Lydian #5 


9 ~- ^ 


■ jip Hi 




1 2 b3 4 5 6 7 1 2 


Compared to major of the same root 


C Lydian #5 Is mode II of A melodic minor. 



1 2 3 4 5 6 7 


1 2 3 #4 #5 6 7 
9 111 b13 13 

Lydian Sharp Five is like a major scale with #4, #5. 


LYDIAN FLAT SEVEN IS MODE IV OF MELODIC MINOR. 
Example: In C Lydian b7, C is 4 of G melodic minor, so ,. * 

G Melodic Minor C Lydian J>7 














1 2 b3 4 5 6 7 1 2 b3 


C Lydian b7 is mode IV of G melodic minor. 
Compared to major of the same root 

lio C Wa ^ or C Lydian b7 _ 


. • • - IN 






1 2 3 4 5 6 7 


1 2 3 #4 5 6 D7 
9 #11 13 

Lydian Flat Seven is like a major scale with #4, b7. 


MIXOLYDIAN FLAT SIX IS MODE V OF MELODIC MINOR. 
Example: In C Mixolydian b6 r C Is 5 of F melodic minor, so , . 

ft F Melodic Minor -b C Mixolydian b6 

m . 




1 2 l>3 4 5 6 7 1 2 b3 4 

C Mixolydian b6 is mode V of F melodic minor. 
Compared to major of the same root 


p C Major 

C Mixolydian b6 

. ... , ... ■ t- it- ■ ■ ■ j 




1 2 3 4 5 6 7 


1 2 3 4 5 b6 b7 
9 11 b13 

Mixolydian Flat Six is like a major scale with b6, b7. 
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AEOUAN FLAT FIVE JS MODE III OF MELODIC MINOR. 

Example: In C Lydian b5. C is 6 of Eb melodic minor, so *.. 

t Q Eb He Iodic _ C Aeol i an _ 

Lgy- ~ _ » ■ * V 

I 2 b3 4 5 6 7 1 2 b3 4 S 

C Aeolian b5 is mode VI of Eb melodic minor. 
Compared to major of the same root 



Aeolian Flat Five is like a major scale with b3 p b5, b6 P b7. 


SUPER LOCRIAN IS MODE VII OF MELODIC MINOR. 

Example: In C Super Locrian, C is 7 of Db melodic minor, so ... 

Ob Melodic Minor, L C Super Locrian 


() up we too it 

puss 


L5& 

~ tF is' 




12 b3 456712 b3 4 5 6 


C Super Locrian is mode VII of Db melodic minor, 
Compared to major of the same root 



SUMMARY OF THE MODES OF MELODIC MINOR 

(mode 1 = melodic minor) ^t2b3 4567 
mode II = Dorian b2 = 1 b2 b3 4 5 6 b7 
mode III * Lydian #5 * 1 2 3 U #5 6 7 
mode IV = Lydian b7 * 1 2 3 #4 5 6 b7 
mode V = Mixolydian b6 = 1 2 3 4 5 b@ b7 
mode VI = Aeolian b5 = 1 2 b3 4 b5 06 b7 
mode VII ■ Super Locrian = 1 b2 b3 b4 b5 b6 b7 
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MELODIC MINOR MODES 


C MELODIC MINOR C DORIAN b2 C LYDIAN #5 
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MELODIC MINOR MODES 


C MIXOLYDIAN b6 



C AEOLIAN b5 
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MELODIC MINOR MODES 


C SUPER LOCRIAN 
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PENT ATONIC SCALES 


Tne m.nor pentatonic scale is a five note scale made up of the intervals i b3 4 5 b7 (from the 
root of the minor pentatonic scale). For example, Amin pent = A C D E G. 

In the key of C major, CDEFGABCDEFG etc, you can extract minor pentatonic scales 
starting on II (D), lit <E>, and Vf (A). 

In C; II min pent^ DFG AG 
lit min pent G ABD 
VI min pent = ACDEG 

It is true of every major scale that minor pentatonics can be extracted from If, III: and V! (the 
same degrees that produce minor 7 chords, if you remember from the section on the 
harmonized major scale). 


The major pentatonic scale is a five-note scale made up of the intervals 12 3 5 6. e g., Cma; 
pent = CDEGA, 


In the key of C major, you can extract major pentatonics starting on 1 (C), IV (F), and V (G). 
In G; I maj pent »GDEGA 

IV maj pent = FGACD 

V maj pent = G A B D E 


It is true of every major scale that you can extract major pentatonics from I, IV and V (the same 
degrees that produce major triads). 

Notice that the major and minor pentatonics are inversions of each other (contain the same 

notes). 

In C: I maj pent = CDEGA = same notes as VI minor pent = A G D E G 

IV maj pent = FGACD = ll minor pent - D F G A C 

V maj pent « G A B D E = 111 minor pent = E G A B D 
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BLUES SCALES 


The minor blues scales are six-note scales: the same notes as minor pentatonics, with the 
addition of bS, The Intervals are 1 b3 4 b5 [nat ]5 b7. 

In C: li minor blues = D F G Ja 3 A[natJ C 

HI minor blues = E G A H9 B[nat] D 

VI minor blues = A C D ^b] E[nat ] G 

Even though the b5's of the minor blues scales are not in the major scale (for example, C 

major does not contain Ab, Bb or Eb), the blues scale is such a strong sound that your ear will 
accept the extra note with no problem, adding spice to the regular pentatonic sound. So any 
time the minor pentatonics are appropriate, the minor blues may also be used. 

The major blues scales are six-note scales, the same notes as the major pentatonics, with the 
addition of b3, The intervals are 1 2 b3 [nal]3 5 6. 

In C: I major blues = C D Eb E[nat.J G A 

IV major blues = F G Ab A[nat.] C D 

V major blues ** G A Bb B[nat.] D E 

Notice that the major and minor blues are inversions of each other, (This is essentially the 
difference between blues and country styles). 

In G: I major blues = G D Eb E[nst.] G A = Vi minor blues - A G D Eb E[nat.) G 
I V major blues = F G Ab A[nat,] 0 D * II minor blues s 0 F G Ab A[nat] C 
V major blues = G A Bb Bjnal] D E = III minor blues = E G A Bb B[na1 ] D 


Again, even though the b3'$ of the major blues are not in the major scale, your ear accepts 
them and so the major blues may be used any time the major pentatonics are appropriate. 

Since the major pentatonics;blues scales contain the same notes as the minor pent-blues, 
the use of the minor is more common in contemporary pop, rock and jazz (the major 
pent/blues are used in country music), t refer only to the minor pent/blues in this book and 
leave it to you, if you want, to remember that the majors are available as well. 
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FRANK GAMBALE 
THE FRANK GAMBALE TECHNIQUE 
BOOK 1 


F rank Gambale is one of the most distinctive guitar players on the 
scene. He sounds like a happy hybrid of a jazz player's love of har- 
moric lines, a metal player’s love of arpeggios and a full singing legato 
tone, as if George Benson, Malmsteen and Holdsworth collaborated 
on a single solo. His speed/sweep-picking technique is already legend¬ 
ary, so this new book is a welcome instructional publication. 

The Technique Book looks at the way Gambale solos over chordal har¬ 
monies. The method is structured around six basic chordal types (minor 
7, maj 7, dom 7, altered dom 7, min 7 flat 5, and diminished) approached 
five ways: by diatonic scales (selected based on the tonality required), 
pentatonic/blues scales, four-note arpeggios, triads (both as notes and 
chordal fragments) and two-note intervals. This book is the first of two 
and covers the first four chordal types. 

The Technique Book is a method for examining what all these 
possibilities sound like over a given chord. Gambale provides all the 
options and then tells you what his preferred sounds are in context. 
It ends up that what Frank pfays are moving harmonic progressions 
superimposed over more or less static chords or vamps. The melodically 
phrased progressions selected give his solo lines harmonic interest and 
internally generated movement (in contrast to the usually single modal 
approach used by the average rock player). 

The Book is an expose of how to use rather simple musical materials 
to create sophisticated solos by combining them in specific ways. 
Without burdening the player with overly theoretical jargon, Gambale 
shows how to play harmonic extensions to basic chordal sounds that 
end up sounding rather ‘‘hip." Jazz players have been using these tech¬ 
niques for decades and this book explains them to the guitar player. 
A short and pithy appendix covers all the theory basics you need. If 
you follow the fingering notation you will gain insight into Gambale’s 
mastery of the fretboard. 

Examples of what each scale approach sounds like are on the accom¬ 
panying audio cassette. The examples are well chosen and sometimes 
he plays them at several tempos, even at his usual blistering rate. The 
tape begins and ends with some typical Gambale soloing for those who 
dont know why he is considered a guitar hero. 

The Frank Gambale Technique Book is a valuable source of new ideas 
for the guitarist wishing to expand beyond the usual melodic territories. 

Guitar World 
May 1988 
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